as tactile object made of paper and ink, and as a voice among many on the pages of The Colophon. Further, I argue that the placement of this essay in The Colophon was a component of what I call "material memory," a set of practices that imbues physical objects with the power to memorialize, as Cather does with Rosamond's "turquoise set in silver" in The Professor 's House (106) . My reading of "My First Novels (there were two)" is designed as a preamble of sorts to establish connections between Cather's developing sense of material memory and the fine press movement of the 1920s and '30s, and to reassert the need for further study of Cather book design aesthetics.
In laying out my argument, I want to bridge scholarship on Cather with an existing body of criticism on fine press and bibliophilia in the 1920s and '30s by looking more closely at The Colophon than others have done. I also want to frame the related topic of literary discovery or debut as a rhetorically constructed set of norms that fit broadly into the field of authorship studies, especially its subcategory of authorial identity and celebrity. Megan Benton provides a bibliographical and historical study of the "craze" of finely made books for two decades after World War I. She charts the rise of "a seemingly insatiable market for fine books, whose desirability lay less in their content than in the beauty, extravagance, status, or scarcity of the edition" (3) . By her definition, a fine press can be commercial or private but is defined by its dedication to high quality and artistic taste. Their most common attributes included fine papers, specially designed typographies, small print runs, extravagantly large sizes, wide margins, and abundant leading. 3 Such books were sometimes released as limited or numbered editions, and their prices were generally higher than trade editions. Jerome McGann's Black Riders: The Visible Language of Modernism argues that modernist writers used book design to articulate "commitment to a fully materialized understanding of language" (80). With the phrase "visible language," McGann refers to the bibliographical codes of modernist books, which is to say the levels of meaning conveyed not linguistically but physically by a material object. I wish to extend McGann's writings on the bibliographical codes of books to other kinds of print matter, especially periodicals. 4 According to McGann, a book's physical properties or "bibliographical codes" affect its range of interpretive possibilities. Examples of bibliographical codes include format, textual leading and spacing, margin size, typography, and paper type. Publishers, designers, and authors of the interwar period were deeply invested in a book's physical properties and bibliographical codes as integral to a book's utilitarian and/or artistic function. Bibliographical codes can work in tandem with linguistic codes to augment interpretive themes, or they can produce levels of irony or dissonance by seeming to contradict a linguistic statement. George Bornstein's Material Modernism extends McGann's intervention with an attempt to examine modernism "in its original sites of production and in the continually shifting physicality of its texts and transmissions" (1) . He Fig. 1 . A page opening from December Night, which had many characteristics of a fine press edition, including ornate book decorations, wood engravings, drop capitals, and an artisanal typeface. combines McGann's distinction between linguistic and bibliographical codes with a framework informed by Walter Benjamin's analysis of an artistic object's aura, as well as "the concept of utterance" as employed by speech-act theory (7) . My work, then, balances the socio-cultural consciousness of Benton's analysis of the fine press revolution with the object-specific approach modeled by McGann and Bornstein. These models are inherently compatible because fine press editions and issues call attention to the bibliographical features that are present in all books but often go unnoticed.
Cather scholarship would benefit from an extensive explication of Cather's role as contributor to The Colophon, as well as a detailed analysis of Cather's relationship with Adler. Likewise, a closer examination of The Colophon and the many lines of interconnection it facilitated can only enhance Benton, McGann, and other scholars' work on modern American publishing practices. 5 A close reading of the publication history of "My First Novels (there were two)" in The Colophon, however, can bring into focus the central set of allegiances and connections that structured relationships among fine press figures, book collectors, and writers.
Cather and The Colophon
The importance of a more thorough publishing history of Cather's "My First Novels (there were two)" is affirmed by a brief summation of The Colophon's origins within the context of the fine press movement. The Colophon first appeared in February of 1930, with book designers Elmer Adler, Burton Emmett, and John T. Winterich at its editorial helm and prominent book design figures such as William A. Dwiggins, Frederick Goudy, and Bruce Rogers serving on the advisory board. To understand the position of The Colophon in American book culture and Cather's ties to it, however, one must go back to 1922, the year that the "world broke in two," according to Cather's prefatory comments to Not Under Forty (1936) , and the year Elmer Adler established Pynson Printers (n.p.). In July of 1922, Knopf wrote to Cather that he had attracted the interest of "one of the finest printers I know" with the idea of producing "a quite handsome de luxe edition" of Cather's April Twilights (1903) , which was published as April Twilights and Other Poems in 1923 (6 July 1922) . He continued, "I can't point to much work they have done for us except the one full-page advertisement that we had in the New York Times a couple of months ago which attracted a good deal of favorable attention" (6 July 1922) . The printers in question were Adler's Pynson Printers, and the deluxe edition they produced was April Twilights and Other Poems (1923 (Adams 3) . A "Talk of the Town" piece for the New Yorker reported that Adler had spent twenty years working for his family clothing manufacturing business, where he acquired his initial experience "preparing ads" (12). Adler's Pynson Printers was, according to the article, "one of the few shops in the city doing fine handwork exclusively" (12) . 9 Pynson Printers appears to have gotten its start designing advertisements, letterhead, and other ephemera. He designed many title pages and book jackets in collaboration with other book designers, including the title page for the first book William A. Dwiggins designed for Knopf-Cather's My Mortal Enemy (1926). 10 He continued this practice far into his career. In an August 1938 letter, Knopf thanked Cather for complimenting his new stationery. "This was Elmer Adler's umpteenth attempt," he wrote. "Ever since we moved here we've been hoping for something really grand from Dwiggins, but he has been so much under the weather this past year that nothing has been forthcoming" (25 Aug. 1938 ). Adler also printed letterhead for Random House and the Modern Library, with at least one order asking for 10,000 copies of each (Harper to Greenberg, 9 Dec. 1931 In their prospectus, they defined their reader as someone who "already collects books and knows why." With content for collectors, they wanted the material form of the periodical to represent an "experiment and achievement in book design from important American and foreign presses" (5) . Each essay was treated as a separate signature of four, eight, twelve, or sixteen pages; various contributors printed their signatures independently (Beilenson 17) . They were restricted only by "a uniform page size" and the mandatory omission of "page folios and book running-reads" (17). Pynson Printers handled the design and printing of front matter signatures, each of which was different from the previous one. According to a note on the Table of Contents for the first part of The Colophon, "the making of signatures by various presses at different times and places prevents folio pagination." This also meant Pynson Printers had the flexibility to arrange each part. Further, The Colophon was "sold in complete volumes of four parts" rather than being sold issue by issue like most periodicals (Adler to Anne H. McGovern, 18 November 1931 ). An annual subscription was ten dollars. According to the periodical's subscription announcement, "It is understood that only two thousand subscriptions can be accepted and that orders in excess will be returned to the senders" (1) . The editors received 2,600 initial subscription requests (Winterich, "Original Twenty Parts" 8) . In March of 1930, Adler wrote the Columbia University Press Book Store, "We have already had reservations in excess of the 2,000, and are now replacing unpaid subscriptions with those accompanied by checks" (26 March 1930) . The Colophon's print run accommodated "special prints etc. that could not be done in large quantities" and ensured an inherent sense of exclusivity, which was reinforced by distribution restrictions (Adler to WC, 29 Aug. 1929) .
Contributions to the periodical discussed fine press techniques, book collecting practices, and authors whose works were deemed worthy of being collected or represented by fine editions. According to the periodical's subscription announcement, "Its tastes will be as catholic as the tastes of The Colophon's readers, as catholic as the tastes of all its contributors" (1) . The editors planned a running series written by book collectors describing their "adventures" (Winterich 13). Examples of this type of article include George H. Sargent, "Firsts, Issues, & Points" (part 1); John C. Eckel, "First Flights" (part 2); and Seymour de Ricci, "Book Collecting for All Purses" (part 2). Early articles such as Ruth S. Granniss, "Colophons" (part 1); Alfred W. Pollard, "Reminiscences of an Amateur Book Builder" (part 4); Dard Hunter, "A Signature of Handmade Paper" (part 4); and David Greenhood, "A Sermon on Space" (part 4) exemplify editorial material on design and bookmaking.
11 Additionally, as Peter Beilenson notes, "an original print by a contemporary etcher, engraver, or lithographer, and independent of any text, was included as an integral leaf of each part" (18).
The "Getting into Print" series, of which Cather was a part, belonged to the category of editorial material pertaining to which authors merited collection. John T. Winterich's essay "In the Original Twenty Parts" credits Burton Emmett with the "grand scheme for a series of papers by eminent living authors on their experiences getting into print" (10). Archival evidence, however, suggests that the theme of the series developed during the summer of 1929. On July 23, Adler wrote to H. L. Mencken:
[W]e are awfully anxious to make The Colophon a humdinger. One of the series of articles that we would like to run through the quarterly is to be written by various collected authors, and is to try to explain how it feels to be collected. So the idea of this letter is to get you to bubble over for a few hundred words. (23 July 1929) By August 29, Adler was referring to the series as a collection of essays "on the adventure of getting into print," which he described as part of a wider attempt to gather "intimate articles of the kind that will most appeal to collectors" (Adler to WC, 29 Aug. 1929 ). On the surface, the story of initial publication seems to have little or no connection to the enterprise of fine press and collecting, but the notion of a writer persevering against the odds of market and historical obscurity parallels the very impulse to cherish a particular book. The idea that becoming established was hyperbolically difficult also paralleled the notion that fine printing was both painstaking and more enduring than cheap alternatives. Adler's use of the word intimate in his August 1929 letter describing the series connects "Getting into Print" to the cultivation of an imagined author-collector relationship. Readers of The Colophon would value these testimonials, Adler supposed, because they would bring collectors closer to the series' authors.
Adler asked Cather to participate in the "Getting into Print" series at a relatively early stage, before any kind of "formal announcement" had been made about The Colophon (29 Aug. 1929) . He offered her a $50 honorarium (the emerging standard) for her submission and added, "we have the hope that you will be enough interested in what we are trying to accomplish to consider this article" (29 Aug. 1929). Adler and Cather corresponded several times over the next year, but Cather did not complete her submission and send it to Adler until February of 1931, a date that coincides with the page proofs stage of Shadows on the Rock. The letter from Cather that accompanied her submission hints at her state of mind. She wrote, "I am hoping that this fulfillment of a promise, and the proofs of my new book, will move you to do great things for me" (n.d. [Feb. 1931] ). Adler replied, "Although none of the other editors as yet has seen your paper, I want to tell you immediately of my delight in it and how keenly appreciative we are of your consideration" (13 Feb. 1931 ). In the same letter, he discussed his initial ideas for the title page of Shadows on the Rock, which he was designing along with the dust jacket. 12 Pynson Printers did the design and typesetting for "My First Novels (there were two)," which appeared in part 6 of The Colophon in the spring of 1931.
Knowing that the essay was solicited by the editors for a series called "Getting into Print" and that Cather had more than a year to prepare her response to the series prompt only underlines Janis P. Stout's point that "My First Novels (there were two)" is best read as "the work of an accomplished storyteller," a constructed account that leaves out more than it includes (101). What analyses such as Stout's do not consider is the degree to which Cather's acts of construction are affected by the material state of the periodical in which the essay appeared, as well as the way they functioned in relation to preestablished norms for the series of which it was a part. In my next section, I will address these factors.
"My First Novels (there were two)": Parenthetically Speaking
In this section, I will advance the idea that reading "My First Novels (there were two)" bibliographically reveals Cather's participation in a unique form of memory making: one that sought to inscribe authorial debut in a consecrated, material state. In making this argument, it is important to note that essays like Cather's materialize the labor of memory in discreet and categorical ways. Categorically, contributing to The Colophon associated the author foremost with the world of bibliophilia and book collecting. As Benton points out, "The scramble to produce fine editions of new work by important contemporary authors was fueled in part by the almost frenzied market for signed first editions among postwar book collectors" (137). In turn, it connected contributors to the enterprise of fine printing and its implicit critique of commonplace printing practices. Benton argues that such editions "enhanced the author's reputation, connoting literary stature"-that fine printing, ultimately, had the effect of creating cultural distinction, or symbolic capital (133). Third, being part of the "Getting into Print" series positioned an individual contribution to function dialogically and materially as a response to the norms of a materially significant series about authorial debut.
As I have established in my introduction, however, my approach is modeled on the methodological intervention first established in McGann's The Textual Condition and later refined in Bornstein's Material Modernism, linking object-centered bibliographical analysis to a broader book historical perspective. Categorically, inclusion in The Colophon offered a degree of cultural credibility, but the bibliographical codes of individual contributions can help contemporary scholars decipher what manner of credibility was being pursued and constructed. In this section, therefore, I will analyze Cather's contribution in relation to the first four parts of The Colophon and how it constructed its ethos of material memory. I will then read H. L. Mencken's essay "Breaking into Type" as a genre-establishing contribution to the "Getting into Print" series. Finally, I will turn to "My First Novels (there were two)" as a means of situating Cather in relation to the bibliographical norms I have established.
When taken as collection of symbolic acts, The Colophon is an idiosyncratic balance of conservative refinement and print experimentation. This mixture constitutes the beginnings of the periodical's philosophy of material memory. The Colophon elevated the bibliographical codes of the periodical to a position equal to or above the editorial content (or linguistic codes). A well-designed print object had unique power to preserve the past, or restore it. Beilenson, noting Caslon, Garamond, Baskerville, and Bodoni as the most common types in The Colophon's first twenty parts, describes choices of type as "eminently conservative" and "eminently distinguished" (19). Paper choices were also conservative, a mix of handmade types from Britain and the US, as well as some Japanese papers. Beilenson argues that typography was more conservative because "papers are not so immediate an index of style as types" (21). Paper colors varied, as did inked color schemes. Meanwhile, according to Beilenson, the "use of different styles of headings, displays, etc. was so various that any attempt at summary would be futile" (24). Contributing printers used The Colophon as a canvas for experiments in print and design, many of which pushed the boundary of the very definition of a periodical. For example, "A Signature of Handmade Paper" includes two specimens of Dard Hunter's handmade paper, one with an explanatory comment about the papermaking process, and one blank. Henry Watson Kent's "Another Day: A Retrospective Note on Thomas Frognall Dibdin and the Printers of the Shakespeare Press" includes an episode written as a dramatic scene. This scene includes the full text of a letter from Dibdin to "Messrs. Bulmer and W. Nicol," as well as their reply. Adhered to a shortened sheet of the signature in The Colophon are mock-ups of both letters, the first of which is folded and contained inside its accompanying envelope. Similarly, Francis Meynell's contribution on the origins of Nonesuch Press titled "Some Collectors Read" concludes with a selection of individually printed reproductions meant to "show pages by which I feel at present inclined to justify our work." The objects are included as a separate half signature on special paper, and each object is adhered to allow a reader to examine both sides.
In all three of these cases, the very meaning of the contribution depends on its material state in addition to (or instead of) its linguistic content. The Colophon had a unique way of codifying the essence of book design. Designers used print techniques to reproduce aspects of the past, to allude to particular designers or techniques, or to pay homage in general and specific ways. Facsimiles and photographic reproductions of primary texts and images were common in The Colophon, but so were new and unconventional book design schemes. The uniting principle was the desire to elevate bibliographical codes to the realm of the artistic. Material memory, then, differs from other types of memorialization because it looks to print culture to physicalize the past with an individual aura of material distinction. Memory becomes real, or true, or meaningful, because it is thus framed. Like a museum, The Colophon attempted to preserve and exhibit important aspects of the book historical. Each object demanded a personalized design scheme, but the principle of material memory pervaded. Contributions to The Colophon, by consecrating particular books and authors, designated them worthy of such elevation.
The "Getting into Print" series, likewise, employs material strategies to negotiate the boundary thought to separate myth from history. Elsewhere in this essay, I have argued that the pieces offered their imagined readers the promise of insider status, a heightened level of intimacy that paralleled the root emotional connection a book collector might express for his or her collection. Ironically, the nature of the series encouraged strategic, crafted responses from its authors or, to use Stout's phrasing, good stories by accomplished storytellers.
In a letter to Adler, James Branch Cabell pointed out a fundamental problem with the central idea of the series:
What, by the way, does constitute getting into type? I mean, in the normal progression from newspaper work to magazine articles and thence to book publication. Even back of the newspaper shows dimly the college magazine. In time, if I ever come to do this article, I would have no notion as to when I first did get into print. (8 March 1930) As Cabell's letter indicates, the series sought to transform a slow-moving and often invisible process of becoming established into a singular episode or anecdote. Doing so would potentially reinforce the idea that authorial success tended to hinge upon a central turning point. Contributors such as Mencken and Cather played upon that expectation and book design techniques associated with these contributions, in turn, highlight these aspects of their work.
Mencken's "Breaking into Type" was one of three essays in the first part of The Colophon (along with contributions by Sherwood Anderson and William McFee) associated with the "Getting into Print" series, but Mencken's essay is the first of these contributions to have been solicited and received. Adler had it in hand by August of 1929 and set into type by October, despite the fact that The Colophon was not launched until the following spring. In January of 1930, Adler wrote to Cather, "Just so you won't have to worry too much as to how we plan to handle the series of BREAKING INTO PRINT articles, we are sending you a printer's copy of the Mencken article" (7 Jan. 1930 ). Cather, in other words, had a printed version of Mencken's essay in her possession a year before she submitted her contribution to the series. In it, Mencken tells the story behind his 1903 debut book, Ventures into Verse, which had, by 1930, become a favorite of book collectors. He explains that the book of verse was put forth as an occasion for his friend Marshall, who was establishing himself as a printer, to display his "talent for beautiful composition." The poetry Mencken provided for the occasion, in contrast, was "dreadful stuff."
The bibliographical codes of his piece contribute to the combination of iconoclasm and canonization associated with Mencken. By the 1930s, his reputation as a cultural outsider was tempered by the fact that he had become a dominant voice in American literary criticism. 13 The letters of the alphabet appear in sequence on every page, with the letters H, L, and M colored red to offset Mencken's initials and thus distinguish his authorial identity and allude to the typographic subject matter of his essay. Adler called special attention to this detail in a letter to Mencken, writing, "I'm pretty well pleased with the way HLM will stand out from the alphabet" (31 Oct. 1929). Mencken replied, "I believe that the alphabet running head will be very effective" (3 Nov. 1929) . The designer's use of catchwords associated the piece with classical print technique, while the words "on breaking into" in his title appear at an angle across line breaks, which suggests both the iconoclasm of unconventional typesetting and the self-referential act of breaking into a new space. Further the words in and to appear at a 45 degree angle, which underscores a potential pun with the phrase "in two." At the close is an explanatory note stating that the contribution "is set in a type face now used in American for the first time, designed by Emil Rudolph Weiss and cast by the Bauersche Giesserei of Frankfurt, Germany." This detail transforms the running alphabet effect into a sort of typographical showcase.
In this submission, graphic design becomes a way of mediating and reinforcing Mencken as a trailblazer (a new typeface, line breaks) and a literary institution (catchwords, paper type). The contribution plays thus upon a theme associated with Mencken as an individual figure, but it also reinforces the idea that all authors (or all people) are made up of multiple selves, some subjectively determined, some culturally constructed, and others utterly fictive. In this case, then, material memory draws a line from typographical novelty to Mencken's larger-than-life persona, to the processes by which a young, aspiring poet's volume of "poor newspaper" verse becomes a bibliophile's most prized possession. He delves into the irony between physical treasure and a poor literary specimen only to unite the two by narrating his own authorial debut as a rite of passage that foregrounded his ascent as a significant writer and critic.
Cather's essay for The Colophon, as with Mencken's and others, associated its author with the world of bibliophilia and book collecting. Cather, especially by the 1930s, had emerged as a favorite of many collectors of modern editions. John Carter in New Paths in Book Collecting (1934) states: "The collector of Willa Cather will search long before coming across the sixteen-page wrappered advertising pamphlet issued by her publisher Knopf (about 1924) 14 Cather's presence in The Colophon emphasized connections to collecting and collectors. In subsequent years, at least two more articles on Cather appeared in The Colophon: Frederick B. Adams, Jr.'s "Willa Cather, Early Years, Trial and Error" (1939) and George Seibel's piece for the New Colophon titled "Miss Cather from Nebraska" (1949) .
"My First Novels (there were two)" is best understood as an essay engaged in memory-making and myth-making, and its design elements in The Colophon accentuate this linguistically constructed motif. Cather's critics have discussed the importance of "My First Novels (there were two)" to Cather's individual career at length. In the essay she disparaged her first novel Alexander's Bridge as a Jamesian imitation and elevated her second book O Pioneers! as her "real" first novel. Echoing Cabell's question about what particular milestone might constitute first getting into print, "My First Novels (there were two)" departs from the principal theme of the series by addressing Cather's first and second (and third, and fourth) published novels, not her first professional publication or full-length book. Winterich explains that not all authors invited for the series "described their actual baptism in printer's ink" and some addressed "much later immersions" in the world of print (11) . Yet, by dwelling on her first novel, Cather implicitly downplayed her association to her earlier volume of poetry, April Twilights (1903) , and her short story collection The Troll Garden (1905) . 15 Cather used the occasion to disparage her first novel, calling it a "studio picture" made up of "very shallow" impressions of supposedly "interesting people." After a trip to the Southwest, Cather "recovered from the traditional editorial point of view" and subsequently wrote a novel that involved "no arranging or 'inventing.'" As I have indicated, Cather was not the only author to disparage early work. Nor was she the only author to omit mention of a book-length work in addressing her ostensibly first foray into print. Cather's rhetorical move, however, disparages Alexander's Bridge and The Song of the Lark in order to establish continuity between O Pioneers! and My Ántonia. Throughout the story Cather narrates, there exists a fundamental tension between Cather as deliberate, strategic agent, and Cather as a writer whose artistry came from moving away from craft and construction. "Since I wrote this book for myself," she says of O Pioneers!, "I ignored all the situations and accents that were generally thought to be necessary." Cather alludes to her professionalization as an editor at McClure's Magazine, but she attributes the success of O Pioneers! to her recovery from "the editorial point of view." Similarly, Adler's design presents "My First Novels (there were two)" as both a careful, official statement and a casual, intimate account from Cather's pen to The Colophon's page.
The design elements of Cather's submission make no iconoclastic or groundbreaking overtures. Bibliographically, the signature is understated and distinguished. Adler chose Charles I paper by the J. Barcham Green Company (UK) and selected Garamond for the typeface. Garamond is one of the most common typefaces in The Colophon and is associated with Old World aesthetics. When Adler recommended this typeface for The American Mercury, Mencken had worried it was "a bit Frenchy" (Teachout 182). What is perhaps most significant about this choice for Cather's submission, however, is that Garamond italics are particularly conspicuous. Italic types were first invented by Aldus Manutius, of Venice, in 1501, to solve an economic problem-how to fit more words on a page without abandoning readability. Manutius's italics were based on the handwriting of the poet Petrarch. Originally, only lower-case italics existed, and Roman capital letters were retained. Claude Garamond designed his Roman typefaces in the 1540s; his contribution to typography was significant in that he was an early designer of italics that functioned as "harmonious counterparts of roman typefaces" instead of "two separate typographic tools with distinctively different purposes" (Haley 27 Letters (1918) notes that italics are used "for emphasis," to "set off a title, word, or passage from the context," for running heads and subheads, and for "display purposes in commercial work" (5) . Offsetting work titles designates those titles as official and concrete. Today, titles of major works (such as books) are usually italicized while shorter works (such as essays) are indicated with quotation marks. Conventions for magazine titles, around the turn of the twentieth century, shifted from quotation marks to italics. Bound up in this set of design choices is a motif of material codification. Adler's choice of Garamond for the typeface contributes to a sense of formality. It augments the effect of italicizing Cather's titles. To put it another way, Adler's typeface choice offsets the act of offsetting Cather's many references to titles.
Further, a scholar searching for references to "My First Novels (there were two)" might notice a fundamental inconsistency between the decision, on the part of some writers, to use parentheses in the title and the decision to use brackets. Colophon, however, and Cather's typescript for it, uses parentheses in the title. Matthew Lyle Spencer's Practical English Punctuation (1914) emphasizes this point. When quoting, "Words enclosed in parentheses are understood to have been written by the author of the quotation; words enclosed in brackets are understood to have been interpolated by the one quoting" (59). Brackets, additionally, are used to indicate "notes and explanations made by editors or publishers" (59). In On Writing, the essay "Light on Adobe Walls" uses brackets correctly to indicate the editorial comment "an unpublished letter fragment" (120). The second half of "My First Novels (there were two)" is incorrectly set off with brackets, which creates physical distance between the pronoun my and the comment that there were two.
The decision not to capitalize the phrase "There Were Two" is similarly revealing. On Writing capitalizes the phrase as if it were part of the title. This decision, unlike the use of brackets, can be justified as a matter of editorial judgment or house style. The typescript for the contribution provides little guidance on this issue, for her title is rendered in all capitals. Adler may have chosen not to capitalize the parenthetical for any number of reasons, whereas the Knopf edition may have changed the title's capitalization to maintain consistency with the collection's various other titles. In The Colophon, however, the effect is to underscore the parenthetical portion of the title's resemblance to a spontaneous side. The lack of capitalization, in tandem with the parentheses, establishes a fundamental division between the "official title" (reproduced in the running header) and the qualifying remark, which is ultimately crucial to the focus of the essay, rather than optional as parentheses might imply. In this sense, the parentheses around the phrase "there were two" become all the more significant, for they convey the idea that Cather's early work is, at most, a mere parenthetical in relation to her work after O Pioneers! The title decoration emphasizes this point further by rendering the two halves of Cather's essay title as words printed on two separate books. The past-tense plurality of were only adds to the symbolic quality of the essay, which seems to collect all the pre-first firsts into a shared category and relegate them to a time long ago. The difference between parentheses and brackets-or the capitalization of T, W, T-may seem incidental to Cather's message, but the level of care Cather, Adler, and others invested in such "minimal" details suggests that scholars should do the same.
Dualities in Adler's type design go beyond the ironic to emphasize that Cather's story of the "Getting into Print Series" is about the tensions between myth and history; between antiquity and modernity; between that which one struggles to forget and that which one must necessarily remember. On the page immediately following Cather's essay is "Wood Nymphs," a linoleum cut by K. M. Ballantyne. Its title refers to the female tree spirits of Greek mythology, later linked to the world of the fey. Used regularly to signify nature, their presence in The Colophon conveys a sense of naturalistic classicism. The print, however, brings classical motifs from the past by depicting four modern-looking figures, two of whom are markedly male. The print is monochromatic, with a deep, uniform green occupying most of the frame and white space used sparingly to distinguish figures from the background and each other. The piece generates meaning in relation to the classical myth it depicts, but it simultaneously complicates and revises its mythological source material. In this sense, it serves as a thematic postscript to "My First Novels (there were two)."
The interplay of classical and modern themes at the center of Cather's submission for The Colophon epitomizes what I have described as material memory, which is to say The Colophon's scheme for codifying the past through the periodical's bibliographical properties. The editors of The Colophon sought to revive artisanal printing, to stave off modernity's corporate and mechanistic attributes. Their intervention was radical in its classicism. They sought to use paper type, typography, and page design to represent literary objects in an idealized material state. With the "breaking into print" series, they went further by enshrining authorial origin stories (and the ritualized act of audiencebased retrospection) in an elevated material state, as if the right set of material conditions could more adequately preserve or even restore the ever elusive past. By publishing a retrospective essay in The Colophon, Cather was aligning herself with this constellation of attitudes toward modernity and print culture. 
